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Abstract: The narrative craft or the strategy employed in the delineation of the plot has become quite a 
significant area of study among scholars and critics in Postmodern fiction . In her novel The Vine of Desire 
Chitra Banerjee Divakaruni , an acclaimed writer with a Postcolonial diasporic identity ,  exhibits her skill in 
the art of narration by employing a symphony of voices that express the various conscious and unconscious 
desires of the characters caught in a complex web of values . Their hopes and fears ,  efforts and struggles at 
negotiating life at different levels are rendered effectively through interior monologues , stream of 
consciousness , letters , dreams , college assignments and omniscient observations . This paper seeks to 
analyse the means whereof the author establishes a correspondence between the form and content . The 
researcher will explore how the author achieves a structural symmetry through a coherence of thoughts , 
ideas and images , and how far  the use of multiple narrators appropriate in the delineation of the existential 
crisis of the characters . 
Keywords: Postmodern, Postcolonial , stream of consciousness , omniscient , narrative , existential crisis , 
interior monologue . 
The method of indirect , oblique narration , more 
precisely , the element of non-linearity in the art of 
narration was first  perceived as one of the 
peculiarities of the modern English novel way back 
in the first decade of the twentieth century when 
novelists like Conrad , Ford Madox Ford , Henry 
James , Dorothy Richardson and Virginia Woolf 
introduced certain technical innovations which 
revolutionized the form of the novel. In keeping 
with the spirit of the age writers were motivated 
towards a persistent and desperate search for 
something new which gradually led to the 
emergence of a narrative form quite different and 
distinct from the conventional form of direct 
narration. Surprisingly this technique which was 
introduced as a mere innovation gained ground 
much later only to be reinstated as an indispensible 
element in Postmodern fiction. Since the mid- 
twentieth century and up to the present age the art 
of narration has undergone various modifications 
with focus on the content of the story receding to 
the background and authors using varied devices in 
plot construction . In  the Postmodern era elements 
of intertextuality , pastiche , magic realism , 
metafiction , cyclic plots and multiple narrative 
voices are being increasingly used in fiction , 
rendering them , undoubtedly , richer , multi-
layered and more complex. Simultaneously the 
study of narrative structures has become an 
important preoccupation with critics as well. 
Narratology which is a branch of structuralism 
considers the distinction between  story and plot as 
fundamental to the study of the theory of 
narration.The Russian Formalists anticipated this 
when they explained that while fabula (story) refers 
to the narrative of events arranged in a 
chronological order , suyjet (plot) determines the 
manner of presenting and packaging the story. 
Gerard Genette , one of the most prominent 
narratologists , however , uses another set of 
equivalent terms , i.e. ‘historie’ and ‘recit’ , to refer 
to story and plot  respectively. While discussing the 
art of narration in his book Narrative Discourse , 
his focus remains , undoubtedly , on narrative (the 
discourse or the text itself) as he says , “My subject 
here is therefore narrative . . .” (27). He observes 
that story (‘historie’) , narrative and narration 
(‘recit)  interact by means of three qualities ( Tense 
, Mood and Voice) to arrive at a meaning .  An 
important contribution of Genette to the theory of 
narratology lies in his introduction of the concept 
of ‘focalization’ which is , according to Jonathan 
Cullar , “a major revision of the theory of point of 
view” (10) .  The term which means ‘perspective’ 
or ‘point of view’ is , according to Genette , 
different from the narrative voice. Here he makes a 
clear distinction between ‘who speaks’ and ‘who 
sees’ in a narrative . He explains that a narrative 
can have zero focalization , internal focalization 
and external focalization depending on the point of 
view. 
While defining the art of narration Wayne . C . 
Booth comments : “Narration is an art not a science 
, but this does not mean that we are necessrily 
doomed to fail when we attempt to formulate a 
principle about it . There is systematic element in 
every art and criticism of fiction can never avoid 
the responsibility of trying to explain technical 
successes and failures by -reference to general 
principles” (164) . Therefore it follows that every 
narrative is governed by some underlying 
principles that try to synchronize the different 
elements in order to achieve technical excellence .  
Hence every text has a particular craft 
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corresponding to its central thematic 
preoccupation. 
 In this chapter the researcher seeks to attempt a 
discourse analysis of the narrative in Chitra 
Banerjee Divakaruni’s The Vine of Desire in the 
light of Genette’s theory of narrative voice and 
focalization . The researcher will explore how the 
author achieves a structural symmetry through a 
coherence of thoughts , ideas and images , and how 
far  the use of multiple narraators appropriate in the 
delineation of the existential crisis of the characters 
. Chitra Banerjee Divakaruni is a Postcolonial 
writer with an Asian –American identity whose 
focus of interest lies primarily on women’s issues , 
immigrant experience , myth and magic realism . 
She is a prolific writer who has been widely 
published and has achieved critical acclaim as well 
. A ‘modernist’ writer , she displays great technical 
efficacy in exploiting all modern techniques of 
narration in the handling of the plot . The Vine of 
Desire is a sequeal to Sister of my Heart . The 
novel under review , i.e. The Vine of Desire , 
narrates the story of the two cousins , Anju and 
Sudha , after their reunion in America . The novel 
illustrates her excellent craftsmanship in the 
handling of the plot . Here the author adopts a more 
complex narrative strategy to focus on the benefits 
and challenges of immigrant existence , strained 
relationships , clash of values and attempts at self –
realization .  In Sister of My Heart  the novelist 
follows a simple first person narrative technique 
with the narrative voice alternating between Anju 
and Sudha. The novel ends with Sudha’s journey to 
America with her daughter Dayita ; her purpose 
was to help her cousin recover from the trauma of a 
miscarriage , as also to find new avenues to start 
her own life again .  It was Anju who insisted that 
Sudha relocate to overcome the stigma of a failed 
marriage . Here, in The Vine of Desire  the novelist 
seems more interested in delineating  the 
complexity that arises in the relationships between 
the characters . The author’s vivid portrayal of the 
constant efforts (of Anju , Sudha and Sunil)  at 
negotiating  life in a   multi-ethnic , multi-cultural 
society , as well as the ties that bind them to one 
another and to India provide an authentic picture of 
life in a Diaspora . Therefore to depict the reality of 
their situation Divakaruni chooses a more intricate 
narrative strategy that involves flashbacks , 
analepsis , dreams , stream of consciousness , 
letters and assignments . Elucidating Divakaruni’s 
art of narration  Meera Bharwani says , “ The 
complexity of the narratve technique reflects the 
confusion and pain of the principal characters .” 
(170) . The narrative voice combines the third 
person omniscient narrator and a focaliser (third 
person limited)  with the first person point of view 
with multiple narrators . Referring to the narrative 
technique Divakaruni has said in an interview : 
“The narrative technique is different. There are two 
male characters here ; part of the book is formed 
out of the college assignments Anju is writing and 
a part is dictated onto a cassette by her husband 
Sunil. There is also an omniscient narrative voice” 
(n.p.) . The book is divided into two parts , Book 
One entitled ‘Subterranean Truths’ and Book Two 
entitled ‘Remembrance and Forgetting’ . Apart 
from this there is also a prologue and an epilogue .  
A close study of the narrative craft unravels the 
underlying pattern of conflict-struggle-resolution in 
establishing thematic unity .  
 Applying Genette’s views on the typology of 
narrators to the discussion of Divakaruni’s craft , 
we notice that there are both overt and covert 
narrators. She exhibits a wonderful ability of 
switching perspectives according to the need of the 
story.The narrative moves simultaneously at the 
extradigetic as well as the intradigetic level . Like a 
deft omniscient narrator  she spices up the narrative 
with comments and information that keep the 
reader’s attention from straying. The narrative 
opens in Chapter One  of Book One with the 
disembodied narrative voice declaring , “The day 
Sudha stepped off the plane from India into Anju’s 
arms , leaving a ruined marriage behind , their lives 
changes forever. And not just Sudha’s and Anju’s. 
Sunil’s life changed , too. And baby Dayita’s . . .” 
(9). The implied reader is yet to know why and 
how the changes occur. And a few lines later when 
the narrator asks , “Were the changes good or 
bad?” (9) it is to be perceived as the author’s tactic 
to arouse the readers’ apprehension about  the 
characters .  In Book One chapter Four the 
authorial voice comments : “ It is the year of death 
, the year of discovery . ( Is it a rule that one must 
precede the other?” (51). Obviously the readers are 
left guessing as to what discoveries the characters 
will make about themselves and others , which part 
of their past lives should they bury to negotiate 
their identity in the new country. With each such 
comment , e.g. , “It is the year of taking risks , of 
facing consequences.” (127) , or “ It is the year of 
passing”  , “It is the year of random malice” (89) , 
is tagged an incident(s) of international importance 
causing a worldwide stir. Thus the readers are 
informed  of the incidents of Sarajevo , 
Johannesburg and Bangladesh . These global 
events parallel certain incidents , of similar 
consequences and significance , in the lives of the 
characters. These authorial observations are a part 
of the narrative design to prepare the implied 
reader for incidents that destabilize the very 
foundation of their relationships. 
The narrative illustrates the tendency of the 
heterodiegetic narrator to develop a conversation 
with the readers . The omniscient voice eagerly 
communicates with the reader with simple 
interrogations like “Would her rescue of Sudha , 
minute in scale as it is , qualify as a Schindlerism ? 
Or is it Sudha who is saving her? (52) , or , “Is it 
the law of the world that to go forward you must 
step back?” (97). The narrator seems to be inviting 
the reader for his opinion which will help to make 
sense of the complex situation in which the 
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characters are trapped. Again  the omniscient 
narrator seems to read the thoughts of the reader 
when the disembodied voice  says , “ We want 
Sudha to open her letter , but she goes about her 
daily chores  with exasperating meticulousness” 
(90). Again when the narrator says , “Let us 
remember her like this ,  no matter what happens 
later : a slim woman , radiant with laughter and 
speed , the knot of her hair loosened so that she 
appears younger than she is . This is the woman she 
would have been if the world had dealt with her 
more kindly . ” (95) the authorial voice betrays an 
urgency to make judgements  and mould the 
reader’s thoughts and views . This also illustrates 
the narrator’s wish to draw the reader’s sympathy 
for Sudha . 
At times the all knowing authorial voice privileges 
the non-intrusive  covert narrator. One can easily 
discern a fine blend of the omniscient and the 
objective narration where the narrator describes 
how the two sisters get ready to attend the 
anniversary party of the Chopra’s : 
“ It is the night of the anniversary party , and the 
women are in Anju’s bedroom getting dressed. 
They have handed Dayita , lacy as a confection in a 
white dress with satin bows , to Sunil , severe and 
handsome in his one expensive suit. He looks at his 
watch with some impatience , but not too much. In 
between watching the news . . . he listens curiously 
to wisps of laughter that float out from the 
bedroom. Perhaps he , too ,  is excited . . . Inside , 
Sudha and Anju help each other with their saris , 
making sure the pleats are even , pinning the anchal 
to the shoulder . . . Their movements are sure and 
fluid , the intimate  dance of their girlhood  that 
they are enacting again , that  they are delighted to 
find they haven’t forgotten . . .They brush the 
backs of each other’s necks with fragrant powder , 
place a sparkling bindi on each other’s forehead . . 
.they look at each other in the narrow bathroom 
mirror and smile . It is a smile inlaid with sadness .  
What they have recaptured here , they know , is 
only an illusion . By tomorrow it will have 
dissipated into dust” (126). 
Here in the above extract the covert narrator briefs 
us on the external details (an example of external 
focalization)  , while the omniscient voice hints at 
the ominous turn of events that will follow .  Again 
the verbs ‘excited’ , ‘delighted’ and ‘know’ give us 
the feelings and fears of Anju  Sudha and Sunil , 
thereby , providing a brief internally focalized 
representation as well. 
Authorial narration has its limitations. It does not 
allow the characters to speak , and thereby , fails to 
capture the secret workings of the human psyche , 
which determine the behaviour and actions of the 
characters . To unearth the unconscious processes 
in the minds of the characters , the strings of 
narration are passed on to the characters who are 
focalized alternately .  Accessibility to the minds of 
the characters becomes easier for the reader in first 
person mode of narration .  Divakaruni’s characters 
conform to Forester’s stereotype of ‘round’ 
characters . Compelled by the changes in their lives  
they grow and develop in the course of the story .  
And why and how these changes occur can be 
perceived only when the characters are allowed to 
articulate their feelings and thoughts .  Divakaruni 
allows the narrative perspective to shift from the 
third person to the first person giving rise to 
multiple narrative voices . This provides an 
opportunity to the reader to see from the 
perspective of the characters only to get a deeper 
insight into the story. As the point of view 
oscillates between Sudha , Sunil ,  Anju  and Lalit 
they are enabled to articulate their emotions, 
desires and choices , while the readers  get to view 
things in totality. 
 Again the first person mode of narration  assumes 
significance when there is  a  lack of 
communication among the characters  (especially 
among Sudha , Anju and Sunil) ,  which is not 
difficult to decipher in the  narrative . This is not 
atypical of the modern man who suffers from 
existential tensions and dilemmas , angst and 
anguish , fears and fantasies . Edmund Fuller 
remarks that in our age , “ man suffers not only 
from wars , persecution , famine and ruin , but from 
inner problems – a conviction of isolation , 
randomness , meaninglessness in his way of 
existence” (18) . The existential alienation of Anju 
, Sudha and Sunil uncovers the plight of the 
modern man .  Within days of her arrival in 
America  , Sudha discovers an unnaturally tense 
atmosphere gripping the inmates : “ The evenings ,  
after Sunil returned , were the worst . Each atom of 
air tense , resisting inhalation . . .  Dinner would be 
full of fractured words , Anju talking too much , 
trying to pretend everything was fine. I needed all 
my energies just to swallow . Dayita played by 
Sunil’s feet . He watched her with the intense eyes 
of a motorist on a sleety night . . . There’s no 
silence like married silence , its undertow of 
reproach” (37-38).  Obviously the three of them are 
caught at the three ends of a triangle with the hiatus 
between them increasing day by day  which 
actually prompts the author to employ the first 
person mode of narration .  Each of them have their 
own miseries and sorrows to overcome , a past 
which they want to forget so as to live meaningful 
lives . But they miserably fail to communicate their 
needs to those who are close to them . As a result 
they mentally drift from one another .  So the use 
of interior monologues , letters and Anju’s college 
assignments provide ample opportunity to the 
characters to open up and share their feelings with 
the readers . There are certain secrets and unwanted 
truths which is best withheld than shared .  When 
Sudha joins Anju and Sunil in America the readers 
can easily sense a growing atmosphere of tension 
in the household : 
 “A tableau of silence : three people , 
inside their chests small black boxes , 
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holding inside them smaller , blacker 
boxes . Secrets packed in secrets . . .Some 
of these they know , some they guess at . . 
. at the very centre of the chest , the secret 
of whose existence they are totally 
unaware” (70) .   
  It is not difficult to perceive that the conflict in the 
story has already been lain as Sunil’s attraction for 
Sudha rises to the surface leading to a disruption in 
the normal mode of interaction among them . Being 
aware of Sunil’s secret desire both the sisters begin 
to feel terribly insecure .  In the intervening period 
between Anju’s miscarriage and Sudha’s arrival in 
America , Anju dreams of the meteor crashing into  
a planet only to displace it ; she wrongly interpretes 
it , visualizing the meteor to be Dayita who is to 
take the place of Prem (Anju’s dead child) . 
Sudha’s sudden realization of her precarious 
situation in Anju’s household dawns on her as she 
tries to explain Anju’s dream of the meteor 
replacing the planet : 
“The dream had another meaning , though 
Anju didn’t recognize it. Some fears are 
like that , slippery and deep down as 
mudfish . 
The planet was Anju herself. 
If so , was I the meteor?” (54) 
Sudha shudders to think that like the the meteor she 
will derail Anju from her orbit and snatch away all 
the affection and attention of Sunil . The dream has 
been rightly interpreted and her apprehension 
affirmed only a little later when the omniscient 
author tells us how Sunil succumbs to his 
irresistible urge to kiss Sudha one afternoon when 
Anju was away.  After this disgraceful incident 
Sudha makes every effort to  avoid Sunil , yet her 
fears betray the longings of her body : 
“ In the appartment parking lot I look for 
Sunil’s car. If I see it , I won’t go upstairs . 
. . Sometimes I feel I’m being 
melodramatic. It’s not as though he’ll 
attack me. He’s not that sort of man. But if 
our eyes met in an empty room , if we 
drew the same air , simultaneously , into 
our lungs , I don’t know what might 
happen then.” 
 Yet it was extremely difficult for her to 
communicate her fears to anybody around her. 
Lying down all alone ,  one night  Sudha  evaluates 
her predicament . Being unable to make a proper 
choice in life and being driven about by confused 
desires , her mind reveals a certain restlessness as 
she says , “ My mind whips about . East and west , 
east and west . I want my daughter to be loved by 
Sunil and Anju .I want her for myself alone . I want 
to help Anju to get back to her old , strong self . I 
want Lupe to find me a job so I can escape this 
apartment . The river of my life is speeding toward 
an abyss . What shall I do ? I want an existence 
iridescent as nail polish . . .I want Sunil” (87).   
Sunil’s case is no different . Even he is sailing in 
the same boat .  With nobody to confide in he 
chooses baby Dayita as his listener to whom he 
opens up his heart . Drawn by her innocence he 
shares everything with her , from trivial day-to-day 
events to secrets of his life . As Sudha says , “ He 
tells her all kinds of things . All the things he 
doesn’t talk to Anju about . The project he is 
working on . The accident he saw on the freeway . 
The places he plans to take her soon. He riffles his 
fingers through her curls and gives her an edited 
version of the daily news . He tells her the plots of 
movies he saw growing up in India” (29 ). The 
conflict with his inner self is evident when he says : 
“Kid – I am so tired- and my struggle has just 
started “(47) . He passes his days in extreme mental 
turmoil until finally he draws courage enough to 
acknowledge his strained relationship in a letter 
addressed to Anju after they start living separately : 
“ You are still furious with me because I wanted to 
end our marriage. But be honest with yourself. 
Were you happy with the way we were , even when 
we were together? In our hearts hadn’t we already 
left each other a long time back?” (273).  
The letters that Anju writes to her mother and her 
dead father ,  and her college assignments provide 
inroads into the conscious and unconscious 
processes of her mind. Trapped in a situation where 
she can neither confide in her husband , Sunil , nor 
in her beloved cousin , Sudha , she feels restless 
and seeks ways to escape . The only person who 
can counsel her and help her out is her mother . In  
a letter (that she does not send) to her mother in 
Chapter Five Book One she discloses the real 
situation to her mother --  her doubts , 
disappointments and despair : “ Mother , I need 
advice . Things are going badly here , not like you 
imagine at all . . . Oh mother , I’m so afraid , I 
don’t know what to . . .”(73).  Immediately she 
rejects it and writes in a fresh notepad , “ We are all 
very happy . . . Don’t worry about us . . .” (73-74 ). 
Her indecisiveness is a reflection of  the intense 
mental turmoil she is undergoing . Her conscious 
and unconscious selves are in conflict . The 
unconscious mind craves for love , support and 
understanding from her near and dear ones to cope 
with the crisis in her life , while the conscious mind 
prevents her from articulating her feelings . In 
Chapter Eight in a college assignment she 
indirectly hints at the loss in her personal life :  
“ I learned everything I could from my 
mother. 
But somewhere along the way I went 
wrong. 
How do I know this? 
Because of the way I mishandle loss . The 
loss of my son which has already 
occurred. And the loss of my husband , 
which has begun to occur , and which I 
cannot stanch” (102). 
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That she is aware of the strain in her marital 
relationship is quite evident here . But she is never 
vocal on this issue . Rather she is afraid to admit it 
and face the consequences that it will invite . The 
dread of losing her husband demoralizes her 
completely and she begins to suffer from feelings 
of loneliness , non-belongingness and being 
unwanted  , as she writes to her father , “Here is a 
fact : I am of no use to my household . If I 
disappeared tomorrow , Sudha would grieve , 
Dayita would look for me behind the curtains . . . 
Sunil would call the police . But soon they would 
draw together , the way flesh pulls itself . . .” (169) 
. In another letter she writes , “ I am exhilerated by 
the regrouping of my cells . They tell me I can be 
someone else – anyone I want . If only I could 
decide who . . . The allure of newness . It tugs at 
me like time tugs at the snake’s skin . . .But what if 
, shrugging off my old life , I find I am not a snake 
but an onion instead? Peel after peel after peel , and 
then: nothing” (169) . The letters that she writes to 
her father , who died the day she was born , 
manifest the quest of a confused restless soul for 
self – realization and an urge to forget the past and 
head for a new destination . 
 Divakaruni adroitly employs a plurality of voices 
to illumine the mental conflict and the ensuing 
struggle and final resolution  .  
 As the tension in the household keeps mounting 
and things get out of joint  Sudha realizes the need 
to find a job for herself in order to relocate . 
Fearing that she might hurt the sentiments of her 
cousin she keeps this a secret until she gets a job . 
When she is finally leaving with her daughter for 
her new destinatioin , she informs Anju and Sunil 
through letters that she writes separately to both of 
them . To Anju she writes : | 
“I’m sorry to leave like this . . . I came 
here to help you  put your life together – 
but all I’ve done is disrupt it . I’m leaving 
before I make things worse . . . Don’t 
worry about me . I have a job . . .We 
haven’t been too good about talking to 
each other recently , but I love you , Anju 
. . .” (202-203). 
To Sunil she writes : 
“ I can’t give you what you want . For me 
you’ll always be my sister’s husband . 
And I’ll always be your wife’s sister . . . 
There are so many things I shouldn’t have 
done . Whatever mistakes we’ve made , 
let’s put them behind us . Let’s not 
encourage them to grow until they crush 
our lives  . . .” (203). 
Clearly the epistolary technique enables the 
characters to articulate those thoughts and feelings 
which have so long remained unspoken . Sudha 
also informs Ashok (who has been waiting for her 
in India ) that she does not intend to get married  
and settle down as she “must find other things to 
live for” (170). She has already left him twice and 
she doesn’t “want there to be a third time” (170) .  
Thus she writes : 
“When I seal this envelop , I’m going to 
forget you. 
You must do the same . Believe me , 
you’ll be happier for it” (170). 
These letters obviously attest to the fact that Sudha 
is maturing as an individual and is now all set to 
make sense of her life . On the other hand Anju , 
who had a strong personality in Sister of My Heart , 
is depicted as a nervous wreck in the first few 
chapters of this narrative . The change from a jerk 
to a confident liberated woman can be traced 
through the pages of her college assignment . Anju  
analyses three different characters as part of her 
college assignment . As she writes out these (1. 
Loss : An Essay , 2. My Name is Sunil , 3. 
Draupadi’s Garden .) , one can easily perceive a 
persistent influence of the disturbing events in her 
personal life as her emotions rise and fall . 
Moreover a careful examination will also reveal a 
slow but systematic development of her mind as 
she is finally able to find out the mission of her life 
. In her first assignment she is required to examine 
the effects of culture and heredity upon an 
individual . She choses her mother , a strong person 
herself , who has always been the source of her 
inspiration and support . She ends the assignment 
with a rather irrelevant hint at her miscarriage and 
the increasing hiatus between Sunil and herself . 
Clearly she is disturbed and this unconsciously 
surfaces in her writing . In her second assignment 
which requires her to write about a person she 
knows intimately , she chooses Sunil . In 
delineating this character she hints at his recent 
moral degradation in an oblique manner saying that 
‘She’ has returned in his life  and the spell she cast 
on him .  One can decipher the rising mental 
turbulence of Anju and how patience is losing its 
hold on her . She suffers from a sense of insecurity 
which finds a vent in this write up . She is at the 
crossroads of her life and her suffering anxious 
soul struggling to break free from all bonds and 
bindings  . Her third assignment is about a an epic 
character , and she chooses Draupadi . In her 
imagination she  visualizes her planting the seeds 
of a mysterious tree which is symbolic of a new 
order . This is significant enough as the reader can 
easily decipher the change in Anju .  Anju herself 
has found a new hope and a new vocation . Again 
the way she signs her name as Anju Chatterjee 
(instead of Anju Majumdar)  in the third 
assignment shows her departure from the male 
defined role and her rejection of  stiffling values as 
her soul  reaches the final rung of emancipation . 
Lalit , a second generation Indian immigrant doctor 
in the US , also forms a part of the narrative voice. 
As he narrates his meetings and dates with Sudha  , 
the reader is quick enough to realise his 
inclinations towards Sudha and his attempts at 
assimilation being prompted by his dissatisfaction 
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with his hybrid identity. As he talks about his 
childhood days we get a glimpse of the immigrant 
dreams  and frustrations.  The brilliant interplay of 
‘what he said to Sudha’ and ‘what he did not say’ 
opens up the conscious and unconscious realms of 
his mind. His articulated and concealed thoughts 
help the reader gain insight into his character. 
The first person point of view is marked with non-
linearity. Be it Sudha , Anju , Sunil or Lalit  , the 
narrative moves backward and forward in time. 
The flashbacks are generally in the form of 
memories or nostalgic reminiscences . This is what 
Genette calls ‘recall analepses’. Thus the readers 
get a comprehensive view of the situation , being 
enabled to connect the present with the past . 
Knowledge of past events , undoubtedly , provide 
the readers with a deeper insight into the present 
situation . Thus Sunil’s recollection of his 
childhood obviously accounts for his present 
lifestyle and the choices he makes .  Similarly 
Lalit’s fondness for jokes and riddles can be 
perceived as a strategy to avert the grim realities of 
life . Well acquainted with the follies , challenges 
and frustrations of immigrant life , he is determined 
to live a meaningful life while keeping himself 
amused.  During her pregnancy Anju would often 
talk to her unborn child , about her growing up 
years with Sudha , the bond between the sisters , 
her likes and dislikes and also her marriage to 
Sunil.  
The narrarive has a prologue which is an analeptic 
account of the tragedy in Anju’s life that changed 
her life forever. This is supposed to have occurred 
months before Sudha left for America with her 
daughter . The incident of Anju’s miscarriage has 
been informed to the readers in the earlier book 
Sister of My Heart . And the story in The Vine of 
Desire begins with Sudha’s arrival in America . As 
part of the narrative design the prologue recollects 
the fateful day of unbearable pain and agony 
ensuing Anju’s miscarriage and abortion . The 
analepsis that informs the prologue actually intends 
to prepare the reader for a grave and complex 
situation that the three of them (Anju , Sudha and 
Sunil) will confront . The prologue is narrated from 
a limited omniscient point of view with Anju as the 
focalizer . The omniscient narrator has privy to the 
mind of Anju only , describing her agony , despair , 
shock and frustration during and after the 
miscarriage . The stream of thoughts and emotions 
that flow through her conscious and sub-conscious 
mind have been effectively rendered by the 
narrator: 
“They stretched her across the operating 
table . Heiroglyphs of blood on paper-
white sheets ; she didn’t know how to read 
them . . . She heard someone scream . 
Why , it was her ! Inside her she felt him 
scream back . . . Her golden child , in 
whom she had thought to bury all the 
errors of the past . An immense force was 
tearing him from her now . . .she finds 
herself falling . . .Faster , faster . . .”(4-5). 
When she comes back to her senses , she is “dazed 
and breathless” and is filled with “the sense of 
emptiness” (6). 
The story ends with an epilogue , and , here again , 
a similar narrative mode is employed . The limited 
omniscient point of view describes Anju’s 
initiation into a life of freedom symbolized by her 
successful flight . She has learnt to fly , literally 
and metaphorically . After joining college she has 
found a space to grow and develop , and overcome 
her personal sorrows. She joins a writers’ group as 
by now she is convinced that her forte lies in 
writing . She lives separately from Sunil in a 
women’s hostel . She savours her life of freedom . 
In the epilogue the narrator makes Anju 
demonstrate to Sudha her skill in flying the hand 
glider. The narrative voice while describing her 
flight and feelings intermittently informs us how 
life moves on for the other characters as well . As 
for Anju her successful attempt at flying  “gives her 
a certain faith”  and makes her feel that “her life is 
just beginning” (370).  One can perceive a thematic 
unity in the narrative structure  . There is a pattern 
in the narrative as it begins with the prologue , 
moves through Book One and Book Two and ends 
with the epilogue – it records the journey of Anju 
from a despairing demoralized nervous patient (in 
the prologue) to a confident matured and liberated 
woman  (in the epilogue) ready to take on life in 
her stride . As she navigates through the ups and 
down s of life the readers can perceive a parallel 
movement within her , i.e. , the transformation of 
her soul , reflected through the letters and 
assignments that she writes . Fredrick Luis Aldama 
says , “ Chitra Divakarun’s different story-telling 
techniques – the third person narrative , interior 
monologue , epistolary exchange , diary entries , 
stream of consciousness , dream sequences – 
powerfully convey the pain and confusion  Anju 
and Sudha feel during their moments of life-
changing awareness . Her skilful use of these 
changing techniques and styles allows the reader  a 
unique access into the complex consciousness of 
each of the characters – including the men .” ( n.p.) 
Therefore an analysis of the different voices in the 
narrative  and the order and frequency of events 
enable the readers to arrive at a particular meaning 
. The text demonstrates the women’s quest for 
selfhood through a graphical representation of the 
emotional landscape of Anju and Sudha . It is the 
journey of the soul from indecision to assertion 
.The self-realisation that they arrive at provides a 
particular conviction to dispense with the age old 
values to settle for new ones . Gennet’s theory of 
the interplay of Tense , Mood and Voice has been 
wonderfully exploited by the author to depict the 
gradual transformation of the two women . 
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